Since the 1970s, the percentage of students in the United States majoring in film and media has increased almost 300 percent, a number ten times more than the overall increase in college degrees. Media production as practiced in university settings is generally more equitable than the media industries, but that does not mean that these pre-industry spaces exist without deep-seated biases, power dynamics, and privileges. This article identifies challenges and opportunities facing media production education around issues of equity and access. The author argues that these pre-industry programs are uniquely positioned to educate the next generation of media makers about creative collaboration across differences and challenge the industry's status quo. The author posits four interventions to make media education more equitable and offers a case study of a pedagogical intervention, Room at the Top, a massively multiplayer card game that addresses bias and power in creative collaboration.
experiences, mentorship from industry professionals, and a cohort of ambitious peers. Some institutions might offer a conservatory-model curriculum, the option to make a thesis film, or co-curricular credits for creative productions on campus but outside the classroom. Where pre-med or pre-law programs are more common undergraduate curricula, premedia industry programs are designed to educate, train, and professionalize students for careers in media production. These academic programs are increasingly more accessible and more interested in being equitable than many employment spaces within media industries, but historically both academia and the media industries are spaces rife with bias, prejudice, and privilege.
The appeal for students of a career in entertainment media (whether film, television, games, or social media) include the opportunity to combine creative labor with financial gain. Others are enticed by extra-professional perks, including fame, recognition, potential celebrity (or connection to celebrities and building of one's own brand), and a "Hollywood" lifestyle (access to parties, events). In on-screen interviews and audience talk-backs at screenings, events, and classroom conversations, successful industry practitioners regularly give the same advice to those looking for their big break: one needs a combination of talent, determination, opportunity, timing, luck, and-often most important-good contacts. Professional success in the US entertainment industries has not only come to able-bodied, heterosexual, cisgendered, white men from middle-class to upper-middle-class backgrounds but historically they have been the perpetual benefactors of three things from this list, often in combination: contacts and opportunity-and because of these two, more chances to cross into the path of good luck. 4 A vital concern for faculty in pre-industry programs is not just about the limited number of viable jobs available to entrants in the industry, but also who has access to these most coveted core industry jobs. 5 The games industry, which directly employs 65,000 people in the United States to develop and publish entertainment-based software, had a gross annual payroll of US$60.2 billion in 2015. 6 The US film and television industries employ over 2.1 million people with wages of US$139 billion. 7 Core industry employment (work that is directly tied to the producing, marketing, manufacturing, and distribution of film and television) has an average salary of US$90,000, 68 percent higher than the average national salary. 8 Those numbers, though, are somewhat misleading; coveted core employment positions are limited to only 342,000, or 6 percent, of those film and television jobs. 9 In a Post-Weinstein era of #MeToo, #OscarsSoWhite, and #TimesUp, acknowledgment in the American entertainment industries about the inequities of power, privilege, and opportunity are at least part of a conversation, if not yet a part of a plan of transformational action. Individual women and people of color have become successful in the media industries-but just because their numbers are growing, it does not mean that deep-seated discriminatory practices or injustices have been quashed. When we talk beyond the personal experience of trailblazers to think about institutional structures, systemic bigotry, and collective practice, the American media industry remains an exclusive industry. 10 The work needed to change culture within these industries must also happen at the level of the pipelines-the problem is not the industry's alone to solve. As a feminist scholar who teaches graduates and undergraduates in a pre-industry program in the United States, I know that we as faculty have much work to do to make teaching and learning more equitable and more inclusive within our classrooms, across our curricula, and in our teaching of history, aesthetics, and collaborative production. Transformational changes must happen personally, departmentally, and institutionally. The deep-seated discriminatory and exclusionary nature of educational systems makes this work arduous, complex, and often professionally dangerous. There are no easy solutions, but in my research, I have found compelling examples of individuals and institutions working toward meaningful change.
Pre-industry programs are uniquely positioned to educate the next generation of media makers in creative collaboration across differences in order to counter the industry's status quo. This article begins by historicizing few key factors that have determined institutional bias within the pre-industry educational space. I then identify challenges specific to preindustry production programs around issues of equity and access for students. I argue for the adoption of strategies, tools, and processes to enhance the work of faculty, looking at four points of intervention adopted by faculty to change cultures of production within film schools. Each point details how faculty are finding methods to engage both media production faculty and students in conversations around power and bias across differences within creative collaborations. These are not solutions but rather pathways toward change that need regular iteration, contemplation, and assessment by faculty, students, and institutions.
While this article pulls from the work of international researchers, my decision to focus on US based-education is based on the uniqueness of the American educational system as well as the commercially based entertainment corporations that dominate the industry. Because of strong government ties in so many other countries between film production and film education, each national system works differently. Not only are identity politics unique by region, but also different national ecologies and economies of film and media production produce different structures and pipelines of talent development. I hope that there are aspects of this research that resonate for educators globally, and there is great opportunity in connecting communities of global educators and institutions interested in building equitable pipelines.
Currently, most American universities and colleges employ anywhere from one to a handful of administrators, staff, and/or staff members as diversity experts on campus tasked with identifying discriminatory practices and establishing more equitable standards and policies. While most faculty are not also employed as official diversity administrators, we as faculty and scholars must make this part of our work if we believe in education as a form of cultural and intellectual advancement and in the need to disrupt the discriminatory, biased, and prejudicial practices that have become status quo on our campuses. 11 If the only people who embrace this work on our campuses are those who are specifically hired to change our institutions to be more inclusive, the work will fail. Change must take hold throughout the system. Our work as faculty is necessary to support, enhance, or compliment the efforts of those tasked on campuses to address racism, sexism, classism, homophobia, and ableism on our campuses. As Sara Ahmed has powerfully argued, as a "diversity practitioner" within an institution, these people are being asked to push back against the status quo-work that is not only difficult, but often professionally precarious. As she states, Being a diversity practitioner means you are in effect appointed by an employer to transform the employer . . . Even if you are appointed by an institution to transform the institution, it does not mean the institution is willing to be transformed. In fact, many practitioners encounter resistance to their work; diversity is work because of that resistance. You have to find ways to get through because you are blocked. This is why I called diversity workers institutional plumbers; they have to work out where the blockage is or what stops something (for example a new policy) from moving through the system. 12 In Ahmed's analogy, we cannot clog our system with the problems of our industries and expect the plumbers to swoop in and simply solve these blockages. There is much work that administrators and staff can and must do, but without transformational work in classrooms, institutions will forever remain blocked. Though we as faculty cannot change the culture of the media industries, our students wish to enter, we have the power to alter production cultures in our classrooms and give our students practice honing these skills that they can bring to their future careers.
Defining the Pre-industries
Scholars and practitioners have mapped the varying histories of film and media education across the globe and each of these stories helps us make better sense of the current concerns facing educators within these institutions. 13 Within the US context, the education and training of future practitioners with an emphasis on media production was from its very origins designed as an educational pipeline into Hollywood. Film school education began at the collegiate level in 1929 with the University of Southern California's (USC) bachelor's degree program in film, which was organized in conjunction with the Academy of Motion Pictures Arts and Sciences (AMPAS). Conceived as a structured series of courses in professional instruction, the USC/AMPAS program was a specialized degree created specifically for industry practitioners and aspirants. 14 In the coming years, other programs developed with the same objective of teaching creative classes and hands-on learning, including at Columbia University and University of California, Los Angeles (UCLA). While UCLA started instruction in film in 1947, it was in 1961 that the institution established a College of Fine Arts. The College of Fine Arts was developed in cooperation with the AMPAS, the four major radio broadcasting networks in Hollywood, and an organization called the Associated Committee on Television. 15 This synergistic relationship between an educational institution and multiple media industries (film, radio, and television) marked a new level of development of a higher education program designed for the professional instruction of students in media production. In 1955, CILECT, the International Association of Film and Television Schools, was founded. A number of four-year universities that had been teaching courses in film and media established degree-granting majors in the early 1960s. UCLA and California Institute of the Arts created majors in 1961, and formal degrees at New York University, University of Texas at Austin, and Columbia University were established by 1965.
Many of these programs were intended to blend creative and commercial production skills within the study of media as art, craft, and language. Some programs emphasized media making as either an art or a commercial practice. At Columbia, instructor Frances Taylor Patterson taught a skills-based course on photoplay composition designed "to inculcate in her students a useful industriousness, whether or not they would end up in the film industry." 16 In this context, Dana Polan notes, the focus is on Raymond William's study of industry as something personal-instruction focused on the individual's capacity and drive to work and to create. In 1981, John Ellis discusses the difference between the art school students and those with a professional drive toward Hollywood. Ellis details the emphatic anti-capitalist politics among arts students:
A facile anti-capitalism is a stock-in-trade of most arts undergraduates, who are quite willing to be cynical about the "men with the money." Indeed, this is precisely the basis of the division between the film producer (always hated) and the artist-director (always loved). 17 With the rise of film schools, an increased number of courses on television in universities, and the success of the American film school generation of the 1970s and 1980s, young people increasingly saw filmmaking (writing, directing, producing, and editing) as field of study, and film schools as ideal sites to hone one's craft and gain transferrable skills. As American higher education has become increasingly corporatized, institutions have encouraged departments and schools to enhance connections to industry, business, and powerful alumni. 18 With this has come the rise of what film educator Alan Taylor called the rise of the "corporate auteur." Taylor sees institutions encouraging students' entrepreneurial dreams of following their own creative vision while setting goals of making millions in studio dollars-an "untrammeled return to a utopian but unlived Hollywood imaginary." 19 As one film school graduateturned-instructor said in John Boorman's Projections series, "Film schools do not produce film-makers; film-makers go to film school." 20 Students who go into these programs already have an idea of who they are and what they want to be.
Students are enticed by pre-industry programs with promises that they will get hands-on technical experience starting their first week of university. With the corporatization of the American educational system, the way that universities and colleges are sold to students and their families include a narrative of success. Because of this, students come in with expectations. 21 With little attention to how much the industry (and therefore careers working in media) is changing, they look at the alumni of an institution as a guide for what kind of a career is possible after graduation. 22 Today's pre-industry programs walk a careful line between providing a well-rounded historical, critical, and theoretical education for students, while also giving them practical skills-based, technology-based knowledge to more easily enter the media industries. These students are a unique group: as teenagers (primarily, but not exclusively), they applied to enter an undergraduate film and media major before most of them even stepped one foot onto the campus. In each case, an admissions officer, or staff or faculty member within the university saw something in these students that showed that they were already honing or expressing particular skills or talents applicable to the practice of media making. Nowadays students will regularly apply as an undergraduate with a creative film reel or short screenplay sample. While some students enter these departments after community college or as adult learners, the majority of American and international undergraduates matriculating are between eighteen and twenty years old. One of the ways film schools prepare students is through selective internships. Students regularly get credit for internships working at studios, networks, talent agencies, and post production houses. All of them take media studies classes, but the vast majority of them are interested in production: directing, producing, writing, cinematography, documentary, game design, and interactive media. Teaching at USC, Carroll Hodge saw students enter with expectations of creative control only to realize that much of what they needed to learn was mastering teamwork:
Many of them come to a film program focused on the role of a director as the controlling creative voice and struggle to find ways to have creative influence in any other crew position. As inexperienced young adults, they are too often expected to master collaboration on their own, as if it were an innate skill, not a learned one. Our students need access to the best creative collaboration experiences we can design for them at the beginning of and throughout their program, not at the end. 23 That teamwork is only made more challenging when students are tasked with working with peers whose backgrounds, experiences, and skillsets might be quite different from their own.
In an era when the price of education has skyrocketed and the possibilities of employment after graduation are precarious, preparing graduates to successfully navigate the industry is of vital importance for institutions, for students, and for students' families. That is of particular concern for female students, students of color, and/or students who identify as lesbian, gay, bisexual, transgender, transsexual, and queer (LGBTQ) who often see their prospects within the industry as more limited than those of some of their straight, cisgender, white, and/or male peers. 24 Though regularly in the minority, these students have long histories on some campuses. For example, Ike Jones, who became an A-list Hollywood producer, was the first African-American to graduate from UCLA in the early 1950s. As with any academic group, some students will need different types of educational support: arriving to campus without a socioeconomic safety net, as first generation students, as veterans, and/ or with specific accessibility or mental health needs. But if a student is afforded an equitable and inclusive education, the impact of film school on a budding talent can be profound. 25 Although individual experiences as an instructor are not statistically significant on their own, my experiences working at three top ten pre-industry institutions have provided some valuable insight. While I spent a number of years teaching media studies at a wide variety of institutions (state-run universities, art colleges, private liberal arts universities), for the past twelve years, I have taught full-time solely at institutions that specialize in teaching students interested in media production. 26 I teach introductory courses in the major, so regularly I meet students on their first day of college. A few years later, I would see some of the same students again in advanced undergraduate seminars in the halls of the department. Over the years, I have started to notice patterns. Many of my best female students who had been passionate about making media in their first years were going into producing or were working solo on a digital or animation projects. Male students-especially white male studentsregularly dominated the higher-level sound design and cinematography classes. Women who were succeeding in cinematography often crewed for each other on projects. Students of color commonly found success by teaming together early in their college careers. More women and students of color were taking advanced classes in areas outside the Hollywood mainstream (experimental, documentary) than were white men.
In the first semester of college, I have heard a number of women say to me that they were already so far behind technically from their peers that they believed their best bet was to focusing on writing or producing in college. In parsing out the situations that were making these young women feel so behind, we found the same conclusion: all summer, men-mostly white men-were posting on the new student Facebook group page links to their films and videos. These students, who already knew they wanted to be directors or cinematographers or sound designers, were showing off their skills and seeking collaborators before they even got to campus. It wasn't that these students were doing something inherently wrong-but the impact these posts had on other students was profound. Their bravado felt competitive and off-putting to these women, giving them a sense that media production at the college was about individual pre-professional achievement rather than collaboration and education.
My interest in this situation led to a series of interviews and surveys that I started conducting with first-year students. For women and students of color, I would see their passion tempered by personal doubts or the external opinions of others who doubted whether they would succeed given their racial or gender identity. While many programs boast gender parity and increasing diversity numbers, the problem is not just about matriculation and graduation rates. It's about choices of classes and specializations. Mary Kearney and twenty of her female students together address this concern in "Melting the Celluloid Ceiling":
Film school administrators who report students' 50/50 gender split likely do so to encourage more aspiring female filmmakers to apply. Nevertheless, journalists who deploy such enrollment figures in discussions about Hollywood's labor practices reproduce the notion that gender equity in the film and television industries is best defined via quantitative means. In other words, by dividing film students by gender into two groups, the different identities, interests, and experiences among such students are rendered invisible and the issue of qualitative gender equity is ignored . . . . Moreover, by representing male and female film students' enrollments as equivalent and thus fait accompli, journalists have overlooked film schools as crucial sites for the development of sexist and patriarchal attitudes among young men intent on professional careers in filmmaking. 27 Kearney's current research, working with her students to build self-studies of their experiences in media production programs, is paving the way for increased action by faculty and students to address these structural problems. In The Education of the Filmmaker in Europe, Australia, and Asia, Mette Hjort encourages faculty and departments to turn toward practicebased agency-building in critical reasoning and reflection into production practices. 28 By questioning artistic norms, establishing creative constraints, and teaching ethical filmmaking, she makes a case that this type of education ideally suits the logics and goals of university practice-based instruction. 29 As I began to research this problem, I turned to industry and educational data and compared numbers. Some undergraduate programs are mirroring professional patterns that we are seeing within the media industries. For example, of the over 4,600 people employed behindthe scenes on the top 500 domestic grossing US films, women represented 28 percent of producers, followed by executive producers (21 percent), but only 18 percent of directors and 6 percent of cinematographers. 30 Among the top genres, two of the highest percentages for women relative to men working was in documentary (30 percent) and animated features (23 percent). 31 For the 2015-2016 season television (including broadcast, cable, and streaming) women represented 39 percent of producers and 28 percent of executive producers, but only 3 percent of directors of photography. 32 Demographic data on over 1,500 undergraduate students majoring in Visual and Media Arts at Emerson College over five years (2013) (2014) (2015) (2016) (2017) shows telling patterns. Women overall represented 48 percent of the department but accounted for 78 percent of the students specializing in producing and 70 percent of those specializing in interactive media, but only 35 percent of those in cinematography and 32 percent of those specializing in sound and audio. White women, who made up 28.51 percent of the student body during those years, attributed for 60.71 percent of the students specializing in producing but only 18.46 percent of those specializing in cinematography. Double the number of domestic students of color were choosing interactive, animation, and documentary production than their peers. While sharing these numbers shows the extent to which our department is complicit in these inequities and makes my own campus vulnerable, the sharing of these data (much like the historical data that emerged in these industry studies) is a powerful way for organizations to realize how significant these problems are and to be moved to action. From conversations and interviews with faculty at other pre-industry institutions, it is clear that the trends within our department are not unique. The department has since decided to do away with students declaring specializations. We are beginning to track data on which students enroll in advanced classes within particular production areas, and these data might help us assess and counter these trends. The problem now is to continue to assess and address any patterns.
Many faculty writing about inequities in the production classroom have focused solely on gender, rather than on an intersectional approach, to understanding the problem. Most of the research is solely about gender bias. While there have never been explicit restrictions on women taking production classes, researchers have documented how gender stereotypes have long prevailed in film schools. Gendered biases impact who enters the classroom and what their experiences, once there, are like. Filmmaker, writer, and professor, Joan Braderman recalled her undergraduate media production class experiences for Camera Obscura:
My first undergraduate filmmaking class circa 1968 at Harvard had fifteen students; fourteen of them were men-boys, really-and I was the one female . . . Though hardly shy, I barely spoke, so sure was I that a mere question of mine would reveal the depth of my stupidity when it came to cameras. At the time, I probably thought that the gap in my comfort zone in the world-the mechanical and electronic-was genetic: women were inherent Luddites. 33 While she was welcome to take the course, a combination of her own trepidation, an unenlightened professor, and a group of eager men anxious to get their hands on the technology, hindered her self-confidence and her advancement in an area of learning she would come to not only excel at, but teach, as well.
Co-written in 1981 by Michelle Citron and Ellen Seiter while they were both teaching media production at Northwestern University, "The Woman with the Movie Camera" powerfully documents the gendering of media production within the pre-industry classroom:
The production class's reputation may discourage women who believe their talents are verbal and visual but not mechanical from entering the field. Women's hesitation is further aggravated by the widespread belief that women cannot handle heavy and often clumsy equipment. 34 Even with increasing technological advances of smaller cameras and lighter equipment, women in the classroom still report that their peers-and sometimes even instructors-question their physical capacity to succeed on camera crews. Kearney highlights stories of undergraduate women in production classes: "Examples of sexism on the part of male instructors include not believing women are knowledgeable or strong enough to use filmmaking equipment; dismissing female-authored or female-centered stories; and engaging in harassing comments or behavior." 35 Some of these students will experience a level of isolation-not just in their classes, but also in their productions. Women and/or students of color will often choose to partner on productions. Independent filmmaker Charles Burnett, a major figure in what is known as the L.A. Rebellion, describes his own university experience as collaborative filmmaking among likeminded cohort of students of color:
When we all went to UCLA, we tried to form groups at different times to facilitate filmmaking. But it wasn't a "school" of Black filmmakers, or a consciousness effort. Things just happened. Of course, everybody was more or less rebellious at that time. It was the late sixties, early seventies. The Viet Nam War was still being fought, and people were disillusioned. What UCLA did was to inspire a certain amount of dissention and critical analysis, a certain desire to be original. 36 Anne Orwin and Adrianne Carageorge's study reinforces the importance of women working together:
Crews are composed of friend groups. If women are not perceived as part of the group, they may not be chosen to be on a crew, therefore limiting the very experiential part of learning that is most valuable to them . . . as a result women often work in all-women productions and lack the broader experience available to their male counterpart. 37 Three women in focus groups I have run have mentioned the importance of working with other women, who give each other opportunities to crew their projects. One student declared her senior thesis "an all-feminist production," and included being a feminist in her crew call. As colleges are striving toward gender equity and racial and ethnic diversity in their majors, it is vital for institutions and faculty to build in systems of support that ensure equity and inclusivity for students of color, for women, and other students within protected identity groups.
Enabling Institutional Change
We as instructors must do all we can to create a safe, inclusive space for all of our students to be challenged and to have the resources to learn equally, no matter their gender, race, class, age, sexual orientation, or accessibility needs. Equity and inclusivity in teaching is not just about access to higher education but equal opportunity to success. 38 I have started a long-term research project, seeking out faculty who are applying pedagogical strategies for teaching television production classes, in ways that are supporting all student learning in thoughtful and inclusive ways. From this research, I have been a part of designing pedagogical resources, mapping out key areas for faculty and departments to focus their attention, and on building creative interventions.
Some of this research has been part of the faculty-led research and pedagogical initiative EDIT Media, directed by Jennifer Proctor. 39 Together with faculty across the nationally and internationally, we are building teaching resources for faculty, students, and administrators who work in media production programs. With the insight of hundreds of faculty and students through surveys and focus groups, Proctor and I were lead authors of the "EDIT 10: Best Practices For Inclusive Teaching In Media Production" and the "EDIT 5: Advice From Faculty To Administrators On Leadership For Inclusive Media Production Programs." 40 While my own research on the pre-industry pipelines is still ongoing, I want to articulate four early findings. Although none are revolutionary, the sharing of knowledge and the building of intentionality is integral to building systems within our classrooms and within our colleges to ensure that we are changing the way young people are experiencing this field of study and encouraging all students toward success. The first is quite obvious and many scholars who have looked at these problems mention this intervention: all students are challenged when faculty diversify the curriculum. From the introductory level onward, all students need to see the work of women, of people of color, of people working outside the mainstream, of artists and creatives working globally. This does not just need to happen in studies classes-and it shouldn't happen in just one or two very special weeks where the topic is generalized under a particular identity group. Nick Manley at University of Texas Corpus Christi decided one semester to use only media created by women for every example of basic cinematographic techniques in his introductory-level film production course. Kathryn Ramey, who teaches media production at Emerson College retooled her analogies, comparing the punch-andadvance mechanics of the motion picture camera to that of the sewing machine. But the issues of diversifying the curriculum also means that faculty who determine the goals and priorities of the curriculum need to come from a diversity of experiences, backgrounds, and perspectives. The hiring and retention of diverse faculty contributes to students integrating the value of having experts from diverse backgrounds as media makers, as writers of the books they are assigned to read, and the creative, scholarly, and professional expertise. 41 As well, studies show that students from diverse populations themselves feel an increased sense of self-efficacy if they are in classrooms run by faculty who look like themselves. 42 Second, students need to learn the skills to become expert collaborators. This is relevant within the context of racial, gender, and class differences among students, as well. Much like Felicia Henderson's study on homogeneity in the writers' room, 43 there is often homogeneity among student collaborators. A desire for sameness is a key component in conversations about implicit bias. Students need to be attuned to the ways in which gender and racial bias disrupt and hinder creative collaboration. Alison Wotherspoon argues that faculty need to model "healthy and respectful" relationships between collaborators. "You can't expect students to have functional crews if there are tensions in the different departments and staff model bad behavior to their students." 44 She suggests faculty determine the design of classroom and project-based collaborations, providing policies and guidance around on-set behavior. Though students might come from a wide variety of backgrounds, they can learn shared models of collaborative production. 45 Separately, both Carroll Hodge and Kath Dooley make strong cases for class time to be balanced between building teamwork skills and navigating conflict resolutions on one side and developing aesthetics and mastering technique on the other. 46 Third, research shows that for students to succeed, they need an equal opportunity education. Anne Orwin and Adrianne Carageorge noted in their study of media production classrooms that "there is a pervasive attitude that men come to the school already knowing how to use the equipment, while women feel they have less experience or that they have been given less encouragement in this area." 47 Many students, especially those interested in media production, are accessing tools of video production, digital photography, and sound mixing even before they get to university. At the top public schools, high schoolers sometimes have the option of taking a film class now. We see in admissions submissions hundreds of films made as projects for a high school class. But there are other students who have not had the opportunities to work with media technology. For Orwin and Carageorge, in a classroom setting, when a faculty member asks for a volunteer to demonstrate, men will be more likely to raise their hand to do demonstrations in class. In my research, I have found economic factors at play: those from more affluent backgrounds may already have previous experience working with media equipment either at home or in school. Students from more socioeconomically advantaged backgrounds might be more willing to demonstrate equipment because of this experience. To counter this, as Orwin and Carageorge and others recommend, faculty are determining roles for crews beforehand, thereby assuring that every student has equal time practicing operating various technologies, and that there is a more level playing field. This is emphasized by Rob Sabal, who encourages faculty to question the industrial model of film production that is so often mirrored within film schools and un-critically reproduced. Sabal sees that teaching collaboration skills provides an opportunity to interrogate the stereotyping of particular roles and "argue for a new kind of cooperative and reciprocal set of relationships between each of the roles in the group." 48 Returning to Joan Braderman's experience, the focus should be on mastery of concepts first before than mastery technology. Ted Hardin pointedly asks, "Are we teaching students to make films, or are we teaching them how to become the people who make films?" 49 Ideally, faculty do both.
Fourthly and finally, students have been accepted into an institution and it is the responsibility of departments and educators to ensure that every student is provided a safe place to learn. Discomfort, challenge, and rigor are vital to learning-but feeling unsafe is not. Teaching in the #MeToo moment offers important opportunities to think holistically about ways to ensure that the current generation of students-who will be the next generation of the nation's workforce-understands and adheres to national legal policy against sexual harassment and sexual violence in the workplace. While the current US Education Secretary, Betsy DeVos, has withdrawn Obama-era guidance on educational policy around sexual harassment and sexual assault and Title IX, many college and university campuses receiving federal funding must still comply with the directive that all students be provided "an educational environment free from discrimination." 50 Within the context of hands-on performancebased curriculum there are particular issues and opportunities at play. One idea is to refresh the policies around production safety to include not just protocols around rigging and lighting, but also around on-set behavior. Here the industry can be useful in providing models. The Producers Guild of America has created new rules including anti-sexual harassment training, determining and announcing reporting procedures that provide anyone on set access to at least two different points-of-contact for reporting, and that any report of harassment be listened to with "attention and empathy." 51 One of the most forward-thinking trends has been the hiring of intimacy coordinators to work with cast and crew. It is their job to ensure that any acts of intimacy represented on screen are rehearsed and performed so that "the choreography of these scenes [accurately tells] the characters' stories, as intended by the writer through the interpretation of the director and the actors involved, while respecting the physical and psychological safety of all involved." 52 Conversations with cast and crew should clarify rules and guidelines for planning, preparing for, and filming scenes of intimacy. What these three levers for change offer is a better chance that matriculating students see the value of the education being offered to them, the possibility of living up to the challenges of coursework, and a sense of institutional belonging.
Case Study: Game Play as Intervention
Conversations about the demographics of classrooms and the balancing of student bodies are important to the health of departments and programs over time. In the neoliberal economy, some faculty might feel a need to question, conform, or push back against changing standards or goals for admissions officers. No matter the issues (and they are dramatically different depending on the institution), students who are entering universities are changing. 53 A key way for institutions to stay competitive is to focus on retention-which, especially for students of color and other vulnerable and protected groups on campuses, means both thinking about how to ensure an equitable and inclusive education and fostering a sense of self-efficacy and belonging. 54 Independent of issues for admissions offices, departments must address how the demographics of classrooms play a role in determine how we design our courses, our curriculum, and our majors. As the demographics of higher education are changing, the education our institutions are offering must be designed to ensure or increase not just educational standards but levels of retention.
Over the last three years, I have focused on diagnosing the nature of the problem of collaboration in pre-industry programs and building an intervention. With the help of collaborators at The Engagement Lab, I used findings from my research to design a massively multiplayer game-based intervention that challenges players' preconceived notions about collaborating with people different from themselves. This card-based game, Room at the Top, has been play-tested with people from film, media, and games industries and pre-industries; it was an official selection the 2017 IndieCade Festival and is now being used in our New Student Orientation programming at Emerson College. It has also been played at the University of Texas Corpus Christi, Northeastern University, Occidental College, and the University of South Carolina. 55 Room at the Top was incubated at The Engagement Lab at Emerson College, an applied research and design lab dedicated to reimagining civic engagement for a mediated culture. At The Engagement Lab, we work with partners to co-design solutions to the most pressing problems in democracy and governance, including participation gaps, gender, or racial discrimination, lack of basic media literacies, youth exclusion, and gaps in public health practices. Our research and practice are influenced by the fields of media studies, communications, human-centered design, and cultural studies. Our research ranges from basic research about play and learning to specific program evaluations. Room at the Top was developed through years of extensive research with media professionals and young people who aspire to join these industries. Our aim was to understand the ways in which biases disrupt and hinder creative collaboration. This research directly informed the game mechanics, and we used a participatory design method for creating the game. The goal was to build a tool that encouraged conversations about difference, creativity, and collaboration where players could find common ground and speak about difficult topics from a shared experience.
This game was designed to find a new approach to tackling a topic most people find difficult to talk about: inclusion and implicit bias within creative communities. People from underrepresented or minority groups (women, people of color, LGBTQ, socio-economically disadvantaged groups) don't need to be told again that they deserve a chance-and people who do have privilege often get defensive before the conversation can even start. Players can have a better chance to step outside their personal experiences (and their privilege-or lack thereof) and inhabit their assigned role. The game addresses charged topics within a safe place of gameplay, positioning players in randomized positions of privilege or with different levels of bias. During the post-game discussion, conversations about the impact of implicit bias on gameplay emerge that allow players to talk about their experiences first in relation to the game and then, as the discussion develops, into real-life experiences.
Room at the Top is a massively multiplayer card game for groups with 12-200 people run by a facilitator. Players take on the role of interplanetary media-makers and compete both as individuals and groups to win the top prize in an intergalactic media festival. Over the course of the game, players hailing from four different planets are challenged to collaborate to create the best creative work, but must pit their individual goals against that of the group. These goals are designed to highlight real-world biases, so players are motivated to work with people similar to them (from the same planet, wearing the same shoes, etc.) to achieve a personal victory. As in the real world, some players are more powerful than others because of the resources they (and their home planet) bring to the table. Players must balance power and influence, personalities, and creative output to win. The game provokes players to weigh their own motivations against the creative goals of their group, but provides a safe space for players to test, experiment, and challenge their notions of what it means to collaborate with people who the player might deem different from them. The game period ends with a rich facilitated discussion that prompts players into important conversations about competition, team-building, community, creativity, bias, and knowing oneself as a way to prepare to work best with others. 56 Room at the Top builds a foundation for self-reflection about creative practice and generates a safe place dialogue about how to promote a culture of open communication about implicit bias, inclusivity, and collaboration.
Conclusion
An intervention is not a solution. There are deeply seeded discriminatory and exclusionary policies, procedures, and practices embedded in educational systems. Solutions will be hard to reach. But the impact change can have on faculty, students, and someday on industries, will be profound. If pre-industry programs continue to be popular majors at universities, then the opportunity is there to build on pedagogical innovation for inclusion and help establish more equitable pipelines into the media industries and change subsequent industry behaviors and expectations. And if our students find other professional pathways, then the skills they learn in a more inclusive and equitable department will doubtless serve them well no matter their given field.
All students should have a safe place to learn and feel that success is achievable. Faculty are gatekeepers, and the classroom needs to be reimagined not as a mirror of the industry but rather as a living experiment in reshaping the media industries' ideas about equity and access. Both quantitative and qualitative data are vital to determining what is working and where interventions are needed, and to better understand the structural and professional nuances students face as they enter professional spaces. Institutions learn more about equity when they track demographic and educational data together: looking for patterns or absences in enrollment, satisfaction, and success. Of particular interest, for example, is the question of whether there are any demographic factors that define the group of students taking advanced courses within particular areas of study. While individual students should never be discouraged from certain following their passion, if aggregate numbers make it clear that there are structural problems of inequity, then they need to be examined and resolved at the departmental level. In the testing ground of a university campus, faculty and departments need to experiment, iterate, and develop new systems to tackle the problems of bias in pre-industry programs that current media industries cannot. 
